N 1963 AND 1965 Lilly Kahil published fragments of a number of small 6th-and 5th-century black-figured vases, which she called krateriskoi.1 These krateriskoi, which were found in Brauron, Piraeus, and the Athenian Agora, immediately called attention to themselves by their distinctive shape, fabric, and iconography.2 Kahil subsequently published three much larger red-figured kraters with similar shape and similar iconography but of unknown provenance and republished some krateriskos fragments from the Athenian Akropolis.3 More recently, Lydia Palaiokrassa in her publication of the finds from a sanctuary of Artemis at Mounichia has more than doubled the number of published krateriskoi. The connection of almost all the findspots with Artemis and the repeated depiction on the vases of young girls dancing, racing (sometimes naked), or processing near an altar and a palm tree has led scholars to agree that the vases are cult objects and that the representations depict the ritual of the arkteia, at which Athenian girls at a certain age "were bears" 6 The ritual at Mounichia must be kept to the side since it is not described at all. The two references to it (Harpokration, s.v. apKrd3va-at; scholium L to Aristophanes, Lysistrata, 645) couple it with the Brauronian arkteia, which was probably its model. 
Krateriskos fragment, Piraeus Museum
While this catalogue takes account of all the Mounichian finds, it appears that only a small sample has been published of the "hundreds and hundreds of krateriskoi found all over the sanctuary" at Brauron (Kahil, 1983, p. 235). Even so it is clear that the vases do not show the degree of uniformity we might expect from representations of an initiation ritual. The participants range from very young girls to adults; their garments, if they wear any, can reach to the ankles, the knees, midthigh, or the hips; the garments can be plain or decorated with white stripes or a white border, sleeved or sleeveless, belted or without belt. The figures' hair can be long, shoulder length, short, or tied in a bun. The females most often are racing but can be depicted dancing, processing, or standing, and they can hold torch, garland, basket, staff, or laurel branches. Often an altar, a palm tree or two, and garlands are pictured in the background. (Table 1) , no obvious patterns present themselves, but a closer look is needed before any conclusions are drawn. The first step is to match variable with variable as has been done in Table 2 . The overwhelming impression given here is that anything can be paired with anything else. Some of the absences can be explained easily: no running in long garments, no hip-length garments with sleeves, no processing naked;9 but many of the absences may simply be the result of having When the figures on a vase differ significantly, they are recorded separately using duplicate numbers. Thus, for example, the girls and women on fragment a of 31 have separate columns. A few times (marked with an asterisk) I have split a category to record slight variation in otherwise similar figures. Thus the four long-haired girls on 31a are all individualized in some way, although they are basically of one type (one has her head back; one stands; one holds a garland[?]; one wears a sleeved tunic). I have not distinguished bun from knot or 'krobylos", shoulder-length hair from back-length hair within the category "long", short-sleeved from long-sleeved under 'sleeved", or peplos from chiton plus himation (or any other form of dress). Garlands are counted only if they are held by a figure. Running is marked by full forward motion, legs extended, back arm straight out, face usually forward (not 1). I have distinguished dancing from running when there is no full forward motion and when there are attributes appropriate to dancing; on 30 because the figures are holding hands and moving in similar stately fashion, on 11 because they are again moving in a similar stately fashion, on 8, 21, and 26 because the dress is ballooning out as if the female is spinning around, on 10 and 12 because the arms are bent in a dancing pose (with head back), on 16 because the head is back and the visible foot in a "kick" reminiscent of the sikinnis. 22 is considerably more doubtful. Sourvinou-Inwood (p. 104, notes 313-314) labels 11, 12, 13, and 30 dancing. (I am indebted to Eleanor Dickey for asking that I define dancing.) p. 237) and "processions of relatively mature women" (Osborne, p. 164) or seek to distinguish those above from those below the age of thirteen on the basis of the presence or absence of clothing.18 Note should also be taken of Cole's cogent objection that the ritual is referred to as a ,lvo-7T7ptov, and it is "unlikely that any secret ceremony would be represented on a vase."'19 I have discussed at some length the details of the vases and their interrelationship because it is an almost universal assumption of recent scholarship that the vases show some sort of initiation ritual or rite of passage (as if they were the same thing).20 The vases, if anything, show no differentiation between groups: there is no distinctive dress that can be correlated with an age group or activity, while the nakedness which has given rise to so much speculation (and it does seem unusual) seems to spread over almost all categories. Rather than any special ritual clothing, it is the .variety of clothing that is surprising, more surprising than its uniformity would have been.21 A second major problem arises in trying to fit these representations to the few surviving descriptions of the ritual.22 In the first place the testimonia hardly agree among themselves, 18 "Young girls are naked or clothed, independent of whether they dance or run" (Palaiokrassa, p. 74). Plato (Laws, 833-834) says that girls under thirteen should exercise naked while those over thirteen should be clothed; while Perlman (p. 123) thinks she can see the same dichotomy on the vases, this distinction is clearly wrong: 32, for example, clearly shows two age levels, both naked. Her justification for thirteen as a critical age for Brauron depends first on dismissing the evidence of the scholium to Aristophanes, Lysistrata, 645, where the age is said to be between five and ten, in favor of the passage it comments on, which has the girls become apKTot after ten, and then on assuming the ritual is penteteric, on the basis of Peace, 873 and AthPol, 54.7. There are problems with both references. Aristophanes, Peace, 873-876 shows that men were present, but they are not shown on the vases, and it seems unlikely that they would witness a Uvo-rvqpo0v, as the ritual is said to be. AthPol, 54.7 says that the hieropoioi are in charge of the penteteric festivals such as the Brauronia and the Eleusinia, but we hear elsewhere (hypothesis to Demosthenes, Or. XXV) that the priestess was in charge of the "holy hunt" at Brauron. It seems probable that just as the penteteric Eleusinia with its public display of competitive games was distinct from the Eleusinian Mysteries (see L sometimes speaking of the participants as married women (yvvaZKEs, Herodotos, VI.138) and other times as unmarried maidens (OrapOE'voL, scholium to Lysistrata, 645), sometimes mentioning a penteteric festival (Peace, 876; AthPol, 54.7) and other times implying a yearly celebration (Lysistrata, 645), sometimes describing a public display and the presence of men23 and other times speaking of a ,av.LOT7pLOv (scholium to Lysistrata, 645) or TEAET7j (Hesychios, s.v. apKTELa), which would presumably be private and restricted to women.24 The scholium to Lysistrata, 645 says at one point that every girl ('rapOe'vov 7rao-av) participated and at another that only selected girls (f'rLAEyo'4EvaL 7rapOE'voL) did, and it gives their age as five to ten in apparent contradiction of the passage itself, with the consequence that critics are still divided about whether all Athenian girls had to participate and at what age they did.25 Although scholars usually try to reconcile these varying data by discarding or minimizing some, it makes more sense to distinguish a public penteteric festival from a private, purely female ritual.
If the distribution of variables is arranged in tabular form
The testimonium upon which interpretations of the vases most depend is the passage in the Lysistrata in which the chorus describe the various ritual functions they undertook: arrephoros at seven, miller for Archegetis at ten, then "wearing (or shedding) the krokotos I Even here, despite the presence of bears, the connection between vases and text is poor. From the passage we know at least three things about the girls: they are young, they are associated with the krokotos, and they are "bears", but these facts fit poorly with the vases. Some of the girls on the vases are indeed young but not all are, and on 31 and 32 there seem to be at least two age levels among the participants in the race, in addition to the older women preparing the girls for the race.27
As for the krokotos, it clear from etymology (KpOKOS!, "crocus") and literary references that the garment is yellow ("saffron"), yet none of the garments on the vases is yellow. Sometimes they have white folds or white borders but never any yellow.28 Perlman observes too that the scholiast to the Lysistrata defines the krokotos as a himation and that none of the girls wears a himation.29 Kahil, citing the scholiast, argues that perhaps the krokotos "etait destinee a rappeler le pelage de l'ourse",30 but in fact the scholiast says only "to tend/honor the shrine (WEpdWELVv TO LEpov) wearing the crocus himation was called 'playing the bear'," and this may simply be a paraphrase of Lysistrata, 645. It is difficult to imagine how a sheer yellow dress could be taken for a bearskin.31 A popular explanation has been that the girls have stripped off their krokotoi "as a renewal of the gesture of Iphigeneia" as described in not clothed in krokotoi, and the variety of dress argues against any simple, uniform ceremony.33 Perlman (p. 125) suggests that the krokotos may be put on at some point in the ritual to signify that the girls are now marriageable, but, although sexually mature women wear the krokotos, this state is not an absolute restriction (e.g., Antigone in Euripides, Phoenissae, i490-I49I).34 A further, rather remote possibility is that the bears are "holding", not "wearing" the krokotos.35 Alkman in one fragment (fr. 60 PMG) describes "carrying" the garland (4f'po&o-a Trovb' 7rv\Ew^va) and in another (fr. 3, line 65 PMG) "holding" it (7o]v 7TV\Ew^V' 'XouXra), presumably describing the same action, and it may be significant that in both cases, as with the krokotos, the article (Tc0v) is given, as if a particular or typical object is being described.36 In any case, the krokotos does not appear on the vases.
With the bears, on the other hand, at first glance there appears to be a link between testimonia and vases, but the vase which Kahil published showing humans "wearing masks of bears" seems upon closer inspection to show something quite different.37 The first difficulty is that the two humans are less likely to be wearing masks than to be undergoing transformation (Simon, p. 87) and that there is no testimony that anyone was transformed at the Brauronia. Nor is either transformed human a young girl, and the presence of Artemis, Apollo, and Leto suggests a different plane of reality from the krateriskoi.38 Finally, it looks as if Artemis is shooting at the metamorphosed female, who is holding up her hands in fright, but this action has no place in the myth of Brauron, which speaks of a girl being maimed by a bear which is then shot by her brothers, causing Artemis to send a plague until the populace agrees to have all young girls become "bears."39 The presence of gods and the theme of transformation suggest a dramatic performance, and Simon is probably correct 33 The suggestion depends too on interpreting line 645 according to Sourvinou (see footnote 26 above) and does not make clear why the krokotos is emphasized only to be discarded. Sourvinou-Inwood now explains that "the krokotos characterizes the segregation period; the nakedness characterizes the rites following the end of the segregation period, which end was symbolized by the shedding of the krokotos which happened in the course of the Brauronia" (p. 123). Montepaone (pp. 361-362), following Chiassi, suggests that the krokotos signifies springtime, which she thinks is the probable time of the Brauronia, to judge from the parallel ritual for Artemis Mounichia (at whose sanctuary krateriskoi are also found), but the use of krokotoi as standard "dress-up" clothes for women (e.g., Aristophanes, Thesmophoriazusae, 138 to see here a representation of Kallisto and her son Arkas.40 This vase, then, is distinct from the krateriskoi in its iconography as well as its size, fabric, quality, perhaps shape, and probably findspot and should not be part of a discussion of the ritual at Brauron. 41 The other bear on the vases, the real bear on 32, offers another abstraction from reality, for it seems unlikely that a real bear was present at the girls' races. The racing girl on 31 suggests that the girl looking back in 32 is not looking at the bear but at her fellow racers. Most likely, the bear is a symbol of the ritual and identifies the race as part of the Brauronia.2
Despite the poor fit between testimonia and vases, one need not conclude with Osborne that "none of this information allows us to reconstruct a day in the life of the Brauron sanctuary" (p. 164), for Alkman's partheneia offer so many similarities in both general situation and details that it would hardly be an exaggeration to call them the script for the vases. It is surprising that although both the poet and the vases have been mentioned in general discussions of female rituals or female athletics no one has explored their similarity in any detail. 43 The strongest similarity between the vases and the poems is the ceremony itself: in both cases females in a group compete in some sort of contest, march in a procession to an altar, carry a garland, and participate in a choral performance. In both cases the group is occasionally differentiated from other, apparently older women, and at least part of the proceedings takes place at night. At Brauron the deity is clearly Artemis, and it may be Artemis in Alkman's first partheneion, although probably not his third. One final common detail: sirens are mentioned in partheneia of Pindar as well as Alkman and they appear on at least one krateriskos.44 Let us consider these elements more fully. 453; Kahil, 1983, fig. 15:15) . 58 In the restored drawing (Kahil, 1977, fig. B ), all the figures on 32 are shown carrying garlands, but in the photograph only the garlands held by the females in fragment c are visible, and these are held not in both outstretched hands (as restored in fragment a) but hanging from the lower hand.
59 They could be "stuffed" fillets; on 3, it is clearly fabric that is hung in the background. In general I have not tried to distinguish between crowns, garlands, and fillets. 60 They resemble the fillets and lekythoi sometimes shown in the background near grave stelai on whiteground lekythoi. 61 Scholars generally agree about its being a real night (although West [(footnote 52 above) p. 197] calls night "part of the metaphor") but not about night's relevance to the song. Note that fr. 3 implies that the chorus have been sleeping. races do seem to be associated with all-night festivals.62 Perhaps more important, the nighttime carrying of the 4Oapos-seems to take place before the choral singing in which Agido is compared to the sun (line 41), to which she seems to be praying, and the dawn goddess Eos is mentioned (line 87).63 One might argue that the same sequence is found on the vases. On 31 one of the "priestesses" is standing by an altar holding two baskets. It seems likely, although not certain, that the baskets were borne in a procession and that the procession preceded the race. Some small confirmation is provided by Pindar's partheneion, where a laurel branch is carried in procession, for the central woman on the vase carries laurel branches in both hands. (lines 8-9) . The most natural interpretation is that after a contest of some sort (7rE8' aywi v') they will go to a dance69 at which they will toss their hair, and the most likely contest for Spartan girls is racing, which they probably did naked.70 As in Alkman's first partheneion, the chorus describes past activity, present dancing, and a beloved one engaged in ritual elsewhere. The dedications by women at Brauron were similarly private (though not concealed) and self-referential: "The very fact that the bulk of the dedicants do not identify themselves clearly either to us or to their contemporaries suggests that for them it was the making of the dedication and not the being seen to have made it that is important" (Osborne, p. 160). One may hypothesize that the vases, which have been found in great quantities all over the site, were likewise private dedications by females, given to them as they made their trip to Brauron. The krateriskos lying by the altar (P1. 86:a) should probably be interpreted as a dedication rather than a ritual vessel that has been used and then tossed aside, since the krateriskoi are too numerous and their decoration too varied to allow for any narrowly cultic application.8 1
Comparison of Alkman's poems and the krateriskoi allows the latter to be interpreted with considerably more certainty than before. Still, the importance of the connection is less likely to be that they both described the same ritual than that they both represent what females in a group ritual generally did together. Women and girls tended in their rituals to 78 process to altars, to race, and to perform chorally, probably in that order.82 Such a conclusion may help explain why the correspondence between the testimonia for the Brauronia and the vases is so poor. The sources would be interested in the unique, the specific, the anomalous, the public, and the male; the vases offer none of this. Thus the private female ritual(s) portrayed on the krateriskoi should be differentiated from the public penteteric festival and from the "holy hunt" or /.tVor277pLOV sometimes encountered in the sources. The traditional dances by girls were so widespread that they can appear in essentially the same form in a 7th-century Spartan poem or on a 5th-century Attic vase, and they were so ordinary as to go without remark in the extant sources. 7, 15, 16, 17, 18, 19), 4 show a few women together  (nos. 1, 4, 8, 14) , and 4 show females obviously engaged in ritual activity (nos. 2, 11, 12, 13). Three of these last four have young girls as well. Perhaps significantly, sirens appear on 2 (nos. 4, 5). Jucker thinks the deity is Artemis, but this interpretation has been challenged by Further support for the general nature of the similarities between Alkman's partheneia and the Brauronian krateriskoi is provided by other rituals involving parthenoi, which show a great variety in the details but again and again the same basic activities of procession, sacrifice, contest, and chorus. The rituals for Hera in Elis and Dionysos Kolonatas in Sparta mentioned above exhibit considerable range (see Table 4 ). 
